kind in Castile. 5 However, Bishop Maurice, who governed the see from 1213 until his death in 1238, has received much less historiographical attention. The only modern study devoted to him, that of Luciano Serrano from 1922, presented the foundation of the new cathedral as a practical solution to enlarge the church, since the old Romanesque building was too 'timid and modest' to contain the growing congregation. 6 He does not address the question of why this new building should be modelled on French designs and notably different from the cathedrals that both preceded and surrounded it in Castile.
This question remains a pressing one, and although there are many excellent analyses of these new buildings, there has been little assessment of the cultural significance behind the various reproductions and innovations upon French models that were constructed across Castile. 7 Rocio Sánchez Ameijeiras, writing about the sculpture of Burgos cathedral, has put her finger on a wider problem when she points out that the architectural developments of thirteenth-century Castile have too often been seen as no more than 'the result of the passive reception of an exotic and foreign new style'. 8 Maurice's own connection with this foreign style is the issue that this essay sets out to explore. The architectural history of the cathedral cannot be divorced from the history of the institution and the people who served it, as represented in the cathedral archives. 9 Most important is the figure of Maurice, patron, founder and bishop for twenty-five years, whose life has remained in the historiographical shade since Serrano's study of 1922. Ongoing work on Maurice has revealed a culturally complex figure whose career weaves in and out of some of the most important themes of early thirteenthcentury Europe, incorporating the reception of Arabic texts and their translation into Latin in Toledo, responses to the papal agenda and the Fourth Lateran Council, and the intellectual and cultural pull of the city of Paris. A fresh appreciation of his life and writings, especially the remarkable constitution he wrote for his cathedral in 1230, provides us with new ways of understanding the choices he made in the run up to July 1221.
Other bishop-patrons in England and France from the same period have recently come under close analysis, and the work of Tom Nickson on Toledo cathedral has provided an important comparison in Archbishop Rodrigo Jiménez de Rada and his building project, begun in 1226, that is, five years after Burgos. Nickson has suggested that for Rodrigo, the building of Toledo cathedral was a statement of his world-view, a way of 'writing history by other means '. 10 I hope to illustrate that Burgos cathedral should also be seen in the same light.
This essay will first try to identify the progress of the construction under Maurice's auspices before his death in 1238, drawing on the detailed architectural analysis of Henrik Karge as well as the written evidence of the cathedral archive. I then hope to shed some light on what this building may have meant to its founder-bishop, and why Maurice made the choices he did. To do so, I will probe Maurice's possible connections with France, and particularly with Bourges, before turning to the symbolism of this novam fabricam, as represented in Maurice's own writings.
Fortiter et pulchre
The date of the new cathedral's foundation, July 20 1221, is recorded in the thirteenthcentury calendar and obituary of Burgos cathedral, the Kalendario Antiguo, which informs us that: festo beato margarite incipit dominus Mauricius episcopus burgensis fabricam ecclesie burgensis.
11 There is also a contemporary narrative account, the Chronicon Mundi of Lucas, bishop of Tuy, finished around the time of Maurice's death in 1238, which mentions the new cathedral in Burgos, as well as several later foundations.
12 Lucas informs us that 'the most wise bishop Maurice built the church of Burgos to be strong and beautiful' (prudentissimus Mauricius episcopus Burgensis ecclesiam Burgensem fortiter et pulchre construxit.) News of the building had clearly reached Rome by 1223, since we find a bull from Pope Honorius III in this year granting forty days of indulgence to all who contributed to funding the building, in order that 'the structure should rise nobly and indeed sumptuously' -although of course, the pope had not seen it. 13 However, it is more of a challenge to identify precisely how far the building project had progressed by the time of Maurice's death in 1238, that is, the 'strong and beautiful'cathedral that Lucas had described by the end of the same decade. This is important, as in attempting to probe Maurice's relationship with his new cathedral, we can, of course, only take into account what he himself would have been responsible for commissioning.
The detailed architectural study of Henrik Karge has illustrated that the nucleus of the Gothic cathedral was constructed between 1221 and the end of the 1270s, by which point the ground plan and basic structure of nave, transept and chevet were complete.
14 The first stage of the building campaign was very rapid, as the chevet, a crown of chapels (although not the crown in existence today), and the eastern walls of the transept, as well 10 as at least one rectangular chapel at the corner with the transept (the chapel of St Nicholas) appear to have been completed by 1230. 15 The magnificent southern portal, the Puerta del Sarmental, was underway and most likely complete by the end of the decade. The sculpture of the Puerta del Sarmental has also been dated to the 1230s, and work on the great rose window of that portal was underway shortly afterwards. 16 Finally, there was also a bishop's palace, which seems to have pre-existed the Gothic structure, although possibly being re-built or altered at the start of the thirteenth century, and lay to the south of the new cathedral, accessible from the Puerta del Sarmental; very little survives or is known of this building however. 17 The completed chevet that had been erected by Maurice's death would thus have provided a workable space for the celebration of mass by the chapter, most likely protected by a temporary wall as building work continued to the west and the old Romanesque church began to be dismantled. 18 As Karge's analysis has revealed, the new choir was flanked by arcades and an ambulatory, in which there were six-ribbed vaults. Off this ambulatory, there seem to have been isolated, semi-circular radial chapels, dotted between the buttresses, which were replaced in the 1260s once the basic structure of the whole cathedral was near completion. 19 Indeed, it is possible that work had begun before the official laying of the foundation stone -although, as we shall see later, it is unlikely to have begun before the end of 1219.
Professor Karge has illustrated that this east end was unquestionably the work of a French master mason, and most likely, a French team of builders, who used the measurement system known as the 'Parisian foot' in both floor plan and elevation. Burgos from the French city of Bourges, since the Burgos chevet, as Karge has demonstrated, was closely modelled on the cathedral of Bourges, one of the most spectacular cathedrals of early thirteenth-century French Gothic. 21 Although Burgos is considerably smaller and has three naves instead of Bourges's grandiose five, the heights of the arcades, the triforia, the clerestory, and the total height, are proportionally nearly identical to those of the lateral naves of the Bourges east end. The forms of elevation of the Burgos choir are also extremely similar; there are, for example, three different forms of pillar used in Burgos, which are prefigured only in the lateral naves and ambulatories of Bourges and are not observed elsewhere. Similarly, the bases of columns, the design of the triforia, profiles of the arcade and other structural links have led Karge to his conclusion that the early work on the cathedral was an attempt to reproduce the grandeur of the cathedral of Bourges, and he suggests that 'no Gothic building has been so greatly influenced by the French cathedral of Bourges than the Castilian one of Burgos'. 22 Subtle variations in the design have led Karge to suggest that the master mason of Burgos chancel was in fact improving on problems that he had encountered in the construction of Bourges. 23 It is important to point out that the transept and nave diverge from this model and cite other major French cathedrals, suggesting that after Maurice's death, the plans for the rest of the building developed in a slightly different direction to the chevet (a conclusion also supported by the redesign of the radial chapels just thirty years after the original chapels were built).
24
There are very few references to the ongoing building works in the cathedral archive during the period of Maurice's life, and almost no mention of any of the masons, carpenters or sculptors who must have inhabited Burgos at this time. In his will, dated to 1230, the cantor Pedro Diaz de Villahoz left some money to the maestro de obra, although without naming him, and in 1246 Maurice's successor, Bishop Juan, granted the princely sum of 4,000 maravedis to the building project and made a separate payment to 'the men of Master Martin Glazaron who come and go to Paris: Garcia Juanes, Martin Domingo and Martin Esteban', although who these figures were remains unknown. 25 However it is possible to extrapolate a considerable amount about the progress of the building work from the archival documents. For a period of about nine years, until 1230, the old Romanesque cathedral remained in use: not only did the royal wedding of Fernando III and Beatrice Hohenstaufen take place there in November 1219, but also that of King John of Jerusalem to Berenguela, Fernando III's sister in 1224, which is recorded as happening in ecclesia burgensis (and thus not in the monastery of Las Huelgas, the only possible alternative). 26 The earliest evidence of the chapter's involvement in the building project is to be found in the will of canon Juan Peregrino, written in 1225, in which he leaves 50 gold coins for the 'fabric' of the building. 28 Five years later, in 1230, the cathedral cantor, Pedro Diaz, founded the chapel of St Nicholas, a chapel still extant on the northern corner of the transept (see Figure 1) , ordering in his will that his body should be buried there. 29 He must have been on his death bed when he wrote this will, as there is indeed a corresponding gravestone in this chapel, still extant and dated to 1230, on which Pedro Diaz is commemorated. 30 Work on the chapels continued up to and beyond Maurice's death, as in February 1239, two chaplaincies were founded by canon Aparicio, archdeacon of Treviño, to attend to the altar in the chapel of St John the Evangelist. 32 This was seemingly one of the crown of original chapels identified by Karge. Importantly, Aparicio's will also provides a glimpse into the state of the inside of the cathedral; in particular, he describes a lack of altar vestments, and stipulates for the provision of vestments for the altar of St John. He also countenances the possibility that his sepulchre will have to be moved in the future, suggesting a rapidly changing and expanding church interior. Finally, in 1242, a donation was signed 'in the chapel of the altar of St Michael', suggesting that a third chapel must have been under construction by the end of the 1230s. The Concordia stipulates in precise detail how the chapter should celebrate the liturgy, and where they should position themselves within the new space of the Gothic church. 35 It regulates every aspect of the ceremony, even prescribing how canons should behave and dress in the choir, the days on which they should wear silk copes, the colour and fabric of their clothing, the type of shoes, and even when to shave. It informs us that the great altar in the centre of the choir was being used for mass by 1230, as two boys were instructed to swing thuribles before the altar and then around the choir during the celebration. The cantor was appointed to regulate entry and exit to and from the new choir, and non-attendance was to be punished by confiscation of the canons' daily stipend. The document establishes the number of canons at thirty, and specifies the order in which they are to sit in the choir, arranged according to seniority, with all other prebendaries (or portionarios) sitting behind them. On the innermost two rows were to sit the dignitaries: first, to the right-hand side nearest the altar, sat the dean, followed by the cantor, then two archdeacons, the sacristan, and then two local abbots. 36 On the left, the archdeacon of Burgos was seated first, followed by three more archdeacons and two more abbots. 37 This order, Maurice instructed, was to be followed in all liturgical matters, including processions through the church to the altar. There is also reference on several 32 occasions to processions from the 'vestry' (revestiario). This seems to have been just outside of the chevet, and was quite possibly within the bishop's palace, mentioned above.
This evidence thus reveals something of the fabrica of the Gothic building founded by Maurice in 1221 and constructed at a remarkable pace over the course of the 1220s and 1230s. However, what would this new cathedral have meant to its founderbishop? And why did he employ masons who would recreate the architectural imagery of Bourges? To start to answer these questions, we must understand more about the figure of Maurice himself.
French Connections
Maurice had certainly visited France before 1221. There are two possible occasions that can be teased out of the archives, the first involving Maurice before he became a bishop. From at least November 1208 until 1213, Maurice was a member of Toledo cathedral, serving as archdeacon. 38 Toledo was preparing for battle in 1212, with the large Muslim army on their southern border, the Almohads, in what was to become the battle of Las Navas de Tolosa -the first decisive victory for the king of Castile against the Almohads.
39 In the run up to the battle, Toledo's archbishop, Rodrigo, went on a trip to France to recruit troops. His aim was to present the war as a crusade, and his mission was to involve as much French support as possible. 40 There are several references to this trip to France in the narrative chronicles from this period, including Rodrigo's own account in his De Rebus Hispaniae, but we have limited evidence of precisely where he went. 41 However, he returned to Toledo followed by nobles from across Gaul: the archbishop of Burgundy, the bishop of Nantes, and many barons from the area as well as the archbishop of Narbonne. 42 As Tom Nickson has pointed out, the fact that he was trying to preach a wonderfully, conceding them a guard of honour through his land, and so they arrived happily to the kingdom of Castile 47 Although we have no details here about precisely where this group went, we do have some corresponding evidence from the Lorraine area. Richer's Deeds of the Church of Senones, written by the 1260s, records a group of Spanish ambassadors passing through in 1219: nuntii regis Yspanie postulantes regis Phylippi filiam domino suo dari in uxorem. 48 On his way back through Paris, Maurice must surely have visited Blanche of Castile, the wife of Philip's son, Louis,and aunt of Fernando III -who would have been keen to meet any senior figures from the kingdom of Castile who were passing by. 49 Clearly then, this was another opportunity for Maurice to have come into contact with the opus francigenum, and particularly that of Bourges, which lay on the major pilgrimage route up from Spain, along which Maurice is likely to have travelled to and from Swabia.
Moreover, passing Bourges in 1219 would have been a splendid sight. The east end of the cathedral was completed in 1214, and what is more, the bishop-founder of this construction, Guillaume, had been canonised just before, in May 1218. 50 At his canonisation, his body was transferred into the new cathedral choir, set in a gold and silver chest, and raised up on columns behind the great altar. 51 This would have been in situ a year later in 1219 (indeed it remained so until the sixteenth century), and would have been enormously impressive to any passer-by, especially another ambitious bishop. It is also very tempting to see this as the opportunity not only for Maurice to decide to build a cathedral like Bourges, but to have been able to meet masons involved in the work and to have recruited, and most likely returned with, the team and master mason who would begin work on Burgos, just two years later.
Ordering the novam fabricam
We have thus established an immediate context for the foundation of the cathedral of Burgos. But what might this building have meant to its founder bishop, Maurice? The role of the episcopal patron has received increasing scholarly attention in recent years, although as Lindy Grant has pointed out, it is very rare to uncover evidence of a medieval patron's own intentions beyond the final product of the building itself, which may or may not have fulfilled expectations; one of the most well-known exceptions is Abbot Suger and his written account of the building of the basilica at St Denys. 52 In 1951, Erwin
Panofsky famously suggested a direct connection between the architectural and intellectual developments of the twelfth century, linking the form and architectural design of St Denys with the Neoplatonic interests of its abbot. 53 Much subsequent scholarship has checked this contention, and as Peter Kidson has pointed out, the path between the scholar's cell and the stone mason's yard has yet to be found. 54 Nonetheless, as Charles Radding, William Clark, Paul Binksi, Paul Crossley and many others have illustrated, this does not mean that architectural form should be seen to be necessarily devoid of meaning, intellectual or otherwise. 55 The question of how to understand medieval architectural developments within their cultural and intellectual context -immediate and general -has remained pressing for historians and art historians. Recent work has raised more nuanced questions about the 'frame of cultural reference' within which medieval buildings were constructed, the role of the architect or patron, and the 'symbols, formal ideals, and unconscious attitudes' that lay behind some of the major building projects of the middle ages. 56 Although there are many gaps in our knowledge of the early stages of Burgos cathedral, we can in fact get closer to Maurice's own ideas about his new building by returning to his own words on the matter: the Concordia Mauriciana, the constitution he composed in 1230.
The opening paragraph of the Concordia is rather unusual. As we have discussed above, the text lays out a detailed account of the daily business of the cathedral and the precise duties of its members. However, the opening section of the text makes clear that for Maurice, this daily routine had a conceptual as well as practical value: this physical order was an expression of the cathedral's place within a greater hierarchy of ecclesiastical order.
In this opening section, Maurice praises 'order' extensively, and states his desire 'to restore to certain order those things that are seen to be less ordered '. 57 This 'ordo' is just as important in 'the things of nature' or the sensible world as it is in 'invisible and eternal things':
For indeed, the wise man does not ignore the great value of order in the things of nature, since without order, the workings of the sensible world would not exist even for a moment. Likewise, how valuable is order in the more worthy invisible and eternal things 58 The Concordia is a clear manifestation of the order in the cathedral's daily functions -in the sacraments or in the office -but Maurice's eye is also on the new building, a manifestation of the sensible world, in contrast to the eternal world of the liturgy. He makes explicit reference to the ongoing building project that was being erected around him:
Wishing to restore to certain order those things that are seen to be less ordered…in this time of our translation into new fabric (novam fabricam) 59 This 'new fabric' was then part of a larger manifestation of the 'order' that Maurice was imposing inside its walls. And indeed, his aim was no less than to reflect heaven itself in his new cathedral:
What is carried out in the church of God, whether in the sacraments or in the office, holds a certain likeness to that which was set in order in the super-celestial hierarchy by the Supreme Hierarch, that is to say, the divine goodness, who is the beginning of all things 60 This terminology is recognisably Neoplatonic, and indeed Maurice himself attributes this theology to the teachings of Pseudo-Dionysius, to whom he refers as 'Dionissi magni'. He exhorts the reader 'who wishes to know' more about heavenly order to consult Pseudo-Dionysius's two great tracts on theological hierarchies, De Coelesti These opening lines thus attach an immediate significance to the order that the Concordia goes on to establish. The ranks, seats and duties of the members of the chapter are, through this rhetoric, transformed into theologically significant hierarchies, symbolic of no less than the structure of the celestial world. However detailed the instructions of the Concordia, they had a part to play in this wider theological vision of an ecclesiastical 'ordo'. Under Maurice, Burgos cathedral was to become a microcosm of a wider, indeed universal, order. The fabric of the building and the practices that took place within in it were mirror images; the re-ordered stones were no more than a reflection of the reordered church more broadly.
Indeed, an important article by Paul Binski has suggested a link between architectural design and intellectual symbolism, seen through the vocabulary that was coming into use in the Parisian schools. 62 He suggests that, as the works of Aristotle, particularly his Physics and Logic, reached the syllabus in Paris, as we know they did from censorships in 1210 and 1215, architectural terminology came to be used by intellectuals as a means of discussing causality. Aristotle's Primary Cause was symbolised as an architect: the auctor who was able to order others. The outcome of this process was ordinatio, the correct ordering of society, and this had a moral significancerightful order was quite literally 'edifying'. 63 Binski's article has revealed how these ideas are expressed most clearly by Thomas Aquinas, whose Summa Contrae Gentiles draws on St Paul's first letter to the Corinthians to explain how it is the job of the 'wise man' to order his society. Aquinas combines this with the Aristotelian imagery of the architect and the mason -the architect is the 'wise man', and has the ability and indeed duty to order others. This rhetoric, Binski points out, provides us with a link between the intellectual processes of the Parisian schools in the early thirteenth century and the ongoing Gothic building projects of the same time. 64 repeated nine times in the opening lines of the text. 65 Moreover, Maurice also draws on the idea of the wise man engaging with order, for as we have just seen, the vir sapiens understands the value of order and knows that without it, the sensible world will fall apart. The 'wise man' in this instance appears to be the bishop himself: he is the one 'restoring things to order that have been disordered', and he is doing so both inside the cathedral and simultaneously in the fabric of the building, as its auctor.
It would seem to be clear that Maurice's vision of his church and his desire to reorder both the chapter and the external fabric in line with the rightful order to heaven was a response the same sort of intellectual and rhetorical framework as that echoed in the Summa Contrae Gentiles. Aquinas was of course writing some thirty years after Maurice's death, and so there could hardly have been any direct link between the two men. What they had in common was an intellectual appreciation of ecclesiological order and its symbolism, of the sort discussed amongst scholars in the nascent schools of Paris at the start of the thirteenth century. Whether our bishop came into contact with the intellectual milieu of Paris in 1219 on his way back from Swabia, or whether, as seems to be more likely, he had had a much longer exposure to such ideas, possibly studying there as a young man, is impossible to prove.
However, it remains evident that the foundation of this Gothic cathedral, more closely modelled on a specific French building than any other cathedral in Castile, must be seen as a conscious decision by Maurice to align himself and his diocese with intellectual and theological trends from north of the Pyrenees. The splendour of the opus francigenum was not only in its flying buttresses and magnificent internal spaces, but also in it symbolism. To build the cathedral in Burgos in this particular way was to make a statement about Maurice's own intellectual outlook; he was the vir sapiens, and his reordering of the cathedral brought it into line with contemporary French theology just as with contemporary architectural designs.
The Concordia Mauriciana thus provides an important insight into the bishop's own priorities when founding the new cathedral of Burgos in 1221, and one that not only shapes our understanding of Maurice himself but also challenges what Jerrilynn Dodds has described as the 'deterministic and geocentric view of medieval architecture as an evolutive juggernaut lumbering towards Gothic'. 66 The re-ordering of the fabric of the cathedral must be seen in conjunction with the re-arrangement of its daily liturgical life, reflecting Maurice's efforts to align Burgos within what he saw to be a universal hierarchy. The physical church on earth was, as his own words make clear, nothing less than a reflection of heaven -and in Burgos, heaven looked a lot like the splendid cathedral of Bourges. Maurice's choice of Gothic architecture was not haphazard; it was a statement of his own cultural and theological priorities, and the sort of prelate he saw himself to be.
